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The script of a radio play must possess two essential qualities. Firstly, 
there should be a literary flavour in it and secondly its dialogue should act 
as the directive principle which ultimately results in its produced form. 
Actually, the second factor gives birth to a radio play. Much of its listening 
beauty and value accrues from the production technique. Unlike the specta- 
tors of a stage drama, listeners are concerned with the finished form of the 
sound play. In a stage performance nothing remains to be done after the 
play is over. The curtain fails, the audience leaves the theatre or the open 
stage and the troupe winds up. In the initial stages of the wireless programme, 
the same was the case with the radio play when there was a ‘live’ broadcast. 
A ‘Live’ broadcast is always possible, no doubt, but now-a-days, for the 
sake of perfection, all elaborate programmes are pre-recorded. A recording is 
done in two phases— The acting is recorded—that is, the dialogue with minor 
sound effects and music. Then the dialogue is edited applying appropriate 
sound effects, music and pauses as the producer thinks fit. Thus the produc- 
tion value of a radio play is determined by the final form as it actually 
appears to the listeners. Before determining this it is necessary to know how 
a radio play is produced. The producer requires four basic elements, Viz. 
a good script, perfect casting, sound-effects or music and studio facilities 
which include a recording engineer. 


SCRIPT 


The Script is the real ‘Vishwakarma’ which makes or mar the whole 
attempt. A perfect radio script is a rare thing. Val Cielgud, Drama Director 
of B.B.C. for about fifty years has written in his book: The Right 
Way to Radio Play—Writing, “Of every hundred plays received, perhaps 
two on an average comply sufficiently with the special condition for 
their claims for production to be seriously considered.” If this is the case 
with a country like England, we can easily imagine what is the quality of 
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scripts of radio plays which are pouring into the drama department of a 
Station like Calcutta. A radio playwright should imagine at every stage of 
his writing that his play will be staged on the basis of the imagination of 
the listeners. He must make listeners feel that the play is meant for personal 
listening in the drawing room or bed room or while riding on a bycycle 
or driving a car. 


In the case of stage, TV, or Screen Play audiences have to go to the 
medium and fix their eyes and ears on the actors and set for full enjoyment. 
But the radio’s appeal to them is just like saying: I have come to thee dear, 
listen to me. 


And herein lies the truth of the statement that the radio play is ‘addres- 
sed to the ear and not to the eye.’ So the script is the written form of what is 
to be transmitted through space to the listeners. The writer can achieve this 
objective by the application of assiduity to the following elements: 


A good story or theme 
A good starting point 
Good dialogue 


The producer must be very cautious in selecting a script. He must 
read it over and over again, think of it twice before accepting it for produc- 
tion, 


CASTING 


Casting in radio means the selection of artists according to the voice 
requirement. 


Here the producer is concerned with the voice age and the voice image 
of the actor and his histrionic ability and suitability. Physical beauty is no 
criteria in the selection of artists. A paragon of beauty may be booked for 
the role of a maid-servant if her voice has the image of that character, while 
a woman with the plainest of faces may be indispensable for the role of a 
princess or a celestial nymph if the latter’s voice decrees it. Physical height 
of course can be a factor in the matter of selection. Let us assume, for 
example, that a dwarf of an actor and a very tall actress have been booked 
to play the role of young lovers. The producer may find it very difficult 
to adjust the microphone. Fither he must have an elevated platform for her 
or ask her to bend down to the level of the microphone which may appear 
ludicrous. Since the microphone cannot be lifted up and lowered down every 
moment, it is wise to take the right decision at the initial stage of casting. 
In this respect his guide is the Audition Register which contains all the 
particulars about the approved artists. In a sense casting starts from the 
moment of audition. Once an actor or actress is invited to the studio for 
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participation in a play, it becomes well nigh impossible to dishonour 
the artist for no fault of his or her own. The responsibility lies with the 
Drama Audition Committee quite as much as the producer who could not 
caste the roles properly. On the horns ofsucha dilemma either the producer 
will have to beg pardon of the artistand request him/her to vacate gracefully 
or record the play with the wrong casting and face the consequence. But 
he must remember the maxim: If the casting is wrong, the die is cast. 


Sound-effect 


Sound effects in a radio drama correspond to the stage settings. The 
producer does not get any help from the facial expression, gestures, costumes, 
scenery, lighting effects and stage effects. It is the dialogue and sound effects 
by which he can create atmosphere, locale, time and mood. Sound effects 
generally indicate the following: 


1) Place and direction (Locality and the position of characters) 

2) Drawing of attention: (Taxi driver draws the attention of the passen- 
gers by blowing the horn) 

3) Time and moment: (Morning or evening, 8 a.m. or 8 p.m. by chimes, 
chirping of birds or rickets) 

4) Mood (To heighten the jolly or pensive mood of a man) 

5) Entrance and exit (Foot steps nearing or fading away indicate coming 
or going away of a man) 

6) Filling the silent moment (Passage of time or Thinking) 

7) Novelty (Raping of a woman by the crashing music or through tension 
music) 


Ultimate object of sound effect is to heighten all aspects of a radio 
play-story, characterisation, atmosphere and mood. Ralph Milton has rightly 
cautioned the producer thus: “Since the rattling of a paper may sound like 
fire, and the opening and closing of almost everything else, note the need 
for identifying dialogue in the following sequence and the attempt to make 
the designation of the sound logical and natural part of dialogue.” Sound 
effects in a sense add colour and beauty to the produced form of a play. 


Music as such comes ina radio play as symbol and sound. “Ina radio 
drama”, Writes Kingson and Cogwill, “‘music can speak out as the wordless 
voice of conscience or fear or memory”. It can be the significant indication 
of memory, mood and imagination. Music can be applied in three similiar 
ways: Singing of a couplet or crooning by any character or instrumental 
music as sound effect. No music should be used for more than one minute 
or so. A Musical play is an exception to this rigidity. Characterisation of 
the central figure in a play depicting the life and activities of saint-poets 
like Surdas or Meerabai cannot be complete without allowing the devotional 
songs for considerable duration. 
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Studio 


A Radio play is produced inside the Studio. The production of any 
play, nay, Programme as a matter of fact, is entirely dependent upon the 
quality of recording. The Studio should be spacious so that artists can move 

about freely. It should be well-equipped with necessary accessories and be 
sound-proof. The producer must possess a sensitive ear so that the slightest 
defect in the studio cannot hamper the quality of recording. Listeners will 
simply curse the producer if the recording quality is bad, thereby making 
the possibility of what could have been an excellent production melt into 
thin air. 


In fine, writes Hal Fisher, “‘A good production is an artistic accomp- 
lishment created with deftness, fineness and professional polish.” 
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